W.A. Mozart
Die Zauberflote

PETER BRANSCOMBE
Professor of Austrian Studies, University of St Andrews

AMBRIDGE

NIVERSITY PRESS




PUBLISHED BY THE PRESS SYNDICATE OF THE UNIVERSITY OF CAMBRIDGE
The Pitt Building, Trumpington Street, Cambridge, United Kingdom

CAMBRIDGE UNIVERSITY PRESS
The Edinburgh Building, Cambridge CB2 2RU, UK  http://www.cup.cam.ac.uk
40 West 20th Street, New York, NY 10011-4211, USA  http://www.cup.org

10 Stamford Road, Oakleigh, Melbourne 3166, Australia

© Cambridge University Press 1991

This book is in copyright. Subject to statutory exception

and to the provisions of relevant collective licensing agreements,
no reproduction of any part may take place without

the written permission of Cambridge University Press.

First published 1991
Reprinted 1993, 1996, 1999

Printed in the United Kingdom at the University Press, Cambridge

British library cataloguing in publication data
Branscombe, Peter.
W. A. Mozart, Die Zauberflote / Peter Branscombe.
p. cm. —(Cambridge opera handbooks)
Discography.
Includes bibliographical references and index.
ISBN 0 521 26491 X. — ISBN 0 521 31916 1 (pbk.)
1. Mozart, Wolfgang Amadeus. 1756—1791. Zauberflote. L. Title.
II. Title: Zauberflote. III. Series.
ML410.M9B76 1991
782.1-dc20  90-40403 CIP MN

Library of Congress Cataloguing in publication data
Branscombe, Peter /929
W. A. Mozart — die Zauberfléte. — (Cambridge opera
handbooks)
1. Opera in German. Mozart, Wolfgang Amadeus, 17561791
1. Title
782.1

ISBN 0 521 26491 X hardback
ISBN 0 521 31916 1 paperback

WG



Contents

List of illustrations
General preface
Acknowledgments
Notes on the text

AN W bW N —

-

Introduction

The sources

The intellectual background: Freemasonry
Synopsis

The writing of Die Zauberflote

The libretto

The music

by Erik Smith

Performance and reception

A director’s approach
by Anthony Besch

Problems
Conclusion

Notes

Select bibliography
Discography

Index

ix

page xi
xiii

Xiv

XV

1
4
35
45
67
87

111
142

178
205
218

222
235
239
242



Hlustrations

bpage

1 Actl, scene 17: ‘Das klinget so herrlich, das klinget so

schon!” — Papageno (with dulcimer rather than

glockenspiel), Pamina and Monostatos. Engraving by

F. John. Earliest surviving illustration of a production

of the opera; Prague, 1792. (From the invitation to

Professor Freiherr von Bretfeld’s carnival ball, 1793;

for ‘breitfeld’ see Mozart’s letter of 15 January 1787.) 99
2 Act 1, scene 14: opening bars of the duetto, no.7, ‘Bei

Mainnern, welche Liebe fiihlen’, showing the absence of

the clarinet and horn chords, and Mozart’s rebarring. 123
3 Actl, scene 1: opening bars of the Introduction in

Mozart’s autograph score, showing the deleted clarini

(trumpets) and timpani parts. 132
4 Act I, scene 1: p.16° of the Introduction, showing the
last six bars of the cadenza for the Three Ladies. 133

5 ActI, scene 15: p.7" of the finale, showing Mozart’s
rescoring of the accompaniment to the scene between
Tamino and the Old Priest. 136

6 Watercolour by Philippe-Jacques de Loutherbourg
(1740—-1812): ‘At the entrance to the temple’. This
plate is one of eight surviving watercolours (c. 1787)
that were probably commissioned by Cagliostro,
inventor of the Egyptian Rite of Freemasonry.

A woman neophyte, enjoined to silence by the guardian,
approaches the curtained entrance to the temple;
Mercury lies sleeping in the foreground. 181

7 ActI, scene 3: ‘Hier meine Schonen, iibergeb ich meine
Vogel.” — Tamino, the Three Ladies and Papageno.
Coloured engraving by Joseph and Peter Schaffer,
published in the Aligemeines Europdisches Journal,

Briinn, 1795. 185

xi



xii

8

10

IHlustrations xii

Act II, scene 28: ‘Hier sind die Schreckenspforten’. —
Tamino, Pamina, the Two Men in Armour, and two

Priests who, required neither by libretto nor score, may

be assumed to have led in Pamina. (Coloured en-

graving by Joseph and Peter Schaffer, published in the
Allgemeines Europdisches Journal, Briinn, 1795.) 188
Act I, scene 15: ‘Wie stark ist nicht dein Zauberton’. —
Tamino enchants the animals and birds. Peter Rice’s

design for the Act I finale for Anthony Besch’s produc-

tion at the National Arts Centre, Ottawa, 1975. 193
Act I, scene 14: ‘Bei Mannern, welche Liebe fiithlen’. —
Valerie Masterson and Alan Opie as Pamina and

Papageno in Anthony Besch’s production (designs by

John Stoddart) at the English National Opera, 1975. 200

The illustrations appear by kind permission of the following:
Plate 1, from an English private collection; Plates 2, 3, 4 and 5,
VEB Deutscher Verlag fiir Musik, Leipzig; Plate 6, Torre Abbey
Collection, the property of Torbay Borough Council; Plates 7 and 8,
Historisches Museum der Stadt Wien; Plate 9, the artist, Peter Rice;
Plate 10, the photographer, Andrew March.



Introduction

‘Dined at Prince Schwarzenberg’s ... after dinner charming music by
Mozart. Die Zauberfliote.” Thus wrote Karl, Count Zinzendorf, in
his diary on 19 February 1793;' there is a similar entry just over a
year later. This music-loving aristocrat and prominent state official,
whose comments after attending an early performance of the opera
we shall find in chapter 7, is here unconsciously pointing to the
extraordinary popularity that the music of Mozart’s last opera
achieved within a year or two of its premiére.

Of this success Mozart of course knew nothing, though his recog-
nition of the opera’s increasing hold on the public of the Freihaus-
theater auf der Wieden during the final weeks of his life gave
him much pleasure. Perhaps the clearest indication of an opera’s
popularity at that time was to be measured by its appearance in the
form of arrangements and adaptations. Apart from the piano scores
and transcriptions that began to appear within weeks of the first night,
there are in the case of Die Zauberflite sets of variations and pot-
pourris by Beethoven and Gelinek (several sets), Spohr and Sor;
numbers from the opera make a saucy appearance in Lanner’s waltz
opus 196, Die Mozartisten, of 1842. The benign shadow of the opera
lies heavily upon much of German-language literature and music in
the next two centuries. Music from it appeared in arrangements for
wind octet, flute quintet and quartet, string quartets, trios, duos (even
for two cellos), guitar, and as German dances. In Victorian England,
imagined to be unreceptive to The Magic Flute, there is evidence that
many of the airs and duets (‘The manly heart’, for instance, as ‘Bei
Maénnern’ was known) were familiar and well-loved items in the family
circle and concert room. In Vienna, where the opera remained almost
permanently in the repertory, a further sign of its hold on the public
is to be found in the vocal quodlibets or pot-pourris prominent in
innumerable plays with music in the popular theatres: no opera is as
often quoted, from the early years of the nineteenth century on to
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2 Die Zauberflote

the death of that tradition that coincided with the passing in 1862
of its greatest master, Johann Nestroy (himself a Court Opera
débutant as a very young Sarastro forty years before).

Die Zauberflote has always been a controversial work: greatly
loved and very frequently performed, yet also the object of heated
scholarly debate and critical comment. The ordinary opera-goer does
not find it difficult to come to terms with, though this has not
prevented a large number of persons from feeling the need to interpret
and explain what is at root a simple fairy-tale opera with a strong
admixture of comic and more profound elements.

Two nineteenth-century comments suggested the nature of the
problems it was held to present:

Here that which is eternal, valid for all times and all humanity (it is enough
that I point to the dialogue of the Spokesman with Tamino?!), is so irretrievably
bound to the veritably trivial tendency of the play, intended by the poet simply
to please a suburban Viennese public, that we need the intervention of an
explanatory historical critique in order to be able to understand and endorse
the whole work in its accidentally shaped uniqueness.

The second:

And yonder musician [i.e. Mozart], who used the greatest power which (in
the art he knew) the Father of spirits ever yet breathed into the clay of this
world; — who used it, I say, to follow and fit with perfect sound the words
of the ‘Zauberflote’ and of ‘Don Giovanni’ — foolishest and most monstrous
of conceivable human words and subjects of thought — for the future
‘amusement’ of his race! — No such spectacle of unconscious (and in that
unconsciousness all the more fearful) moral degradation of the highest faculty
to the lowest purpose can be found in history.

The first writer is Richard Wagner; the essay is ‘Das Publikum in
Zeit und Raum’ of 1878.2 And the second writer is John Ruskin, in
the Fifth Letter, ‘Entertainment’, of Time and Tide (25 February
1867).°

Belittlement of Schikaneder’s libretto, like the numerous
posthumous attempts to rob him of its authorship, have continued
in the twentieth century, if on the whole to a less marked extent. This
disparagement has done nothing to inhibit the enthusiasm for the
opera of the general public, for whom the niceties of authenticity are
of small concern.

In writing this book I have tried to maintain a balance between
the needs of the ordinary opera-lover and the reader with a more
specialized interest in Mozart’s last work for the stage. I have also
striven to thread my way through the thickets of the unusually prolific



Introduction 3

and luxuriant secondary literature, but above all to concentrate on
the essentials, which must surely be to set out as directly as possible
the ingredients, questioning traditional assumptions whilst as far as
possible avoiding new speculation. This means that I have not
attempted a detailed interpretation of the opera in Masonic terms,
since the surviving evidence is incomplete, and to some extent
contradictory.

The nine chapters (readers are advised against looking for any
significance in the number of chapters or their sub-divisions) cover
the most important sources for the opera, the intellectual background
against which it was written, a synopsis, the genesis of the opera,
essays on the libretto and the music, an outline history of the work
in performance and reception, the interpretative and practical
problems that face the director of a production, and brief consider-
ation of some of the problems that recur in criticisms of the work.



